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This dissertation attempts to draw parallels between my process as a graphic artist 
and my process as a theatre-maker. The study has been prompted by my discovery 
of theatre-practitioners whose graphic art practices preceded and suffused their 
subsequent performance works and my desire to trace the antecedents of this 
phenomenon. The dissertation charts the movement from art to performance as 
exemplified by the Futurist and Bauhaus schools who devised a poetics of 
abstraction for the theatrical stage. Drawing on the theoretical frameworks and 
modes of practice developed by artists associated with these historical movements, I 
identify attributes of my own works that function in similar ways. I then go on to link 
my practice to the concept of the postdramatic as outlined by Hans-Thies Lehmann, 
with a specific focus on how visuality operates in postdramatic performances. I 
conclude by articulating the artistic and creative principles that will inform my final 
production in 2017. 
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Moholy-Nagy’s	 use	 of	 the	 phrase	 “loosely	 trailing	 connotative	 associations”	 is	 worthy	 of	
consideration.	“Loosely	trailing”	denotes	an	unfixing	or	unmooring	of	the	signifier	from	the	
signified.	It	is	this	subsequent	‘loosening’	that	allows	for	an	unfixed,	multifaceted	spectrum	
of	 meaning-making	 in	 the	 spectator.	 A	 plurality	 of	 perspective	 is	 allowed,	 if	 not	 directly	
encouraged.	His	use	of	 the	words	“welter”,	 “inherited”	and	“expectations”	clearly	 support	
an	attitude	of	rebellion	–	that	the	yoke	of	representation	is	unnecessary	and	unwanted.	The	
fact	 that	 it	 is	 seen	 as	 “inherited”	 points	 to	 a	 sense	 of	 “expectation”	 –	 tradition	 weighs	
heavily	 on	 the	 artform	 he	 seeks	 to	 emancipate.	 This	 smashing	 through	 the	 picture	 frame	
should	result,	according	to	Benadetta,	in	“three-dimensional,	polymaterial,	sound-producing	
compounds,	in	which	the	rapports	between	colour	and	material,	between	form	and	weight,	






































































In	 a	 formalistic	 approach,	 whereby	 the	 formal	 elements	 become	 unmoored	 from	 their	
semiotic	 assignment,	 a	 freedom	 of	 association	 is	 enabled	 in	 the	 interpretive	 act.	 Certain	
disconnected	elements	of	the	performance	may	resonate	differently	from	person	to	person,	
and	set	off	trains	of	thought	that	are	unique	to	the	person	thinking	them.	We	have	moved	
off	 the	 terrain	 of	 semiotic	 certainty.	 A	 different,	 more	 transparent	 relationship	 between	




watching	 is	 a	 construction,	 a	 sum	 of	 parts,	 a	 non-representational	 experience	 that	 is	
antisemiotic. 
 
Filippo	Marinetti,	whose	 Futurist	manifestoes	 inspired	both	 Schlemmer	 and	Moholy-Nagy,	
further	elaborates	on	this	disassembly	of	semiotic	structures,	suggesting	that	the	theatrical	
experience	 should	 offer	 a	 “playful	 deformation	 of	 the	 universe	 as	 an	 a-logical,	 fleeting	
synthesis	of	daily	life”	(Marinetti	,	2007:	260,	quoted	by	Berghaus,	2012:	287). 
 
Hans-Thies	 Lehmann	 estimates	 the	 departure	 of	 theatre	 as	mirror	 of	 “how	 things	 are”	 as	
dating	 to	 from	 about	 the	 1880’s	 onwards,	 noting	 that	 “new	 forms	 of	 texts	 develop	 that	
contain	 narration	 and	 references	 to	 reality	 only	 in	 distorted	 and	 rudimentary	 shape:	














































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Figures 1- 3: 
Performers wear costumes designed by Richard De Jager 
Whatever/and, 2015; Bindery Lab, UCT 
Figures 4 - 6: 
Performers wear costumes designed by Richard De Jager 
In My Dreams I Am Ok, 2015; Bindery Lab, UCT 
